The story
The ninth volume of Antoine Galland's (d. 1715) French translation of Les mille et une nuit, contes arabes, the collection of stories that would later be known in English as the Arabian Nights, begins with a one-and-a-half-page Avertissement.
1 Appar-* I would like extend my thanks to Marlis Saleh, Judith Nadler, and Basil Salem, who kindly helped me acquire co pies of the first edition of Arabian Nights in French from the Bibliothèque Nationale, Paris. I am greatly indebted to Sa liha Paker, who read and extensively commented on an earlier version of this article. She also gave me very help ful suggestions to help me find my way in translation studies. I would like also to acknowledge the critical re marks by two anony mous readers which helped me to improve my conclusion and ently written by Galland or at his behest, the notice announces that the final two stories of the previous volume, which had been published some three years previous, were not actually part of the Arabian Nights. Rather, these stories were "inserted and published" without the knowledge of the translator, who learned about the addition only after the volume appeared on the market. Galland would mention the event in his Journal, calling it "the affair of the eighth volume" (l'affair du huitieme tome des mille et une nuit) in his entry for December 20, 1708. 2 This interpolation at the end of the eighth volume of the Arabian Nights has been touched upon by scholars, although not treated at length.
3 This paper will first outline and contextualize the events leading up to the publication. Subsequently, I will look closely at the translations of these stories, which are now known indeed not to be taken from the Arabian Nights, but from a Turkish collection of stories called the Ferec baʿde Şidde. Finally, I will attempt to analyze these translations and contextualize them within the larger discipline of translation studies. The stories known under the rubric al-Faraj baʿd al-shidda (Ferec baʿde Şidde in Turkish), or Relief after Adversity, enjoy a prominent place in both Persian and Arabic literature. Most stories in this style follow a general plot in which the protagonists are delivered miraculously from a difficult or seemingly impossible situation after a series of adventures. Two celebrated Arab writers, Al-Madaʾini (d. 839) and al-Tanukhi (d. 994), compiled collections of stories with this title. Although the original text by al-Madaʾini is lost today, it was translated into Persian in the thirteenth century by Dihistani and became one of the most popular collections of al-Faraj stories. A Turkish translation of an al-Faraj collection was compiled by Mevlana Lutfi Tokadi in the fifteenth century; like the collection of Al-Madaʾini, this text is lost, but it is mentioned in Kashf al-Zunun, the seventeenth-century bibliographical dictionary by Katib Çelebi. 4 Another fifteenth-century Turkish translation was undertaken by Ömer el-Halebi; this was probably sourced from the Persian version of Dihistani.
However, the two stories inserted at the end of the eighth volume of the Arabian Nights are neither from al-Tanukhi's celebrated al-Faraj collection, nor from the aforementioned fifteenth-century Turkish translations. The source is in fact another compilation of forty-two stories in Turkish, also entitled Ferec baʿde şidde, but with no connection or similarity to the established body of al-Faraj literature apart from the title. To avoid confusion, I will refer to it here as the Turkish Ferec. Andreas Tietze, the twentieth-century editor of Turkish Ferec, concluded that the stories are assumed translations from a Persian source text that is either lost or unrecognizable today.
The Arabian Nights were published at an opportune moment, when the genre of fairy tales and fairyland fictions was flowering in France. The publication was an enormous success and the French reading public clamored for more Oriental stories. This relationship must have been strained further by the "affair of the eighth volume." Galland had obtained and translated three volumes from a manuscript of Arabian Nights (which he published in seven volumes between 1704 and 1708), and was now desperate to acquire the remainder, which he believed were extant. He had submitted translated material for the eighth volume to the publisher, but there were not enough stories to fill up a whole volume. Three years passed without new material from Galland.
La maison Barbin, the publisher of these story collections, was a bookshop that printed books on topics varying from original French plays to translations of classics, travellers' accounts, fairy tales, and adventure stories.
5 When the first volumes of the Arabian Nights were an immediate success, the publisher was eager to continue with new volumes. Yet, losing any hope of getting more stories from Galland, Barbin simply filled out the eighth volume of the Arabian Nights with two stories from the Turkish Ferec that had been translated by de la Croix and submitted to the same publisher to be included in Les mille et un jours. The five-volume set of de la Croix's compilation would be published between 1710 and 1712, only a year after the eighth volume of the Arabian Nights appeared. Clearly, the publisher did not want to ruin the success of Galland's popular book and included de la Croix's sto-ries without asking Galland's permission. 6 The eighth volume of the Arabian Nights would be the last one that Barbin published. Enraged, Galland switched to Florentin Delaulne and put out the remaining four volumes with his new publisher.
When confronted, de la Croix made it clear to his colleague that he had had nothing to do with the publisher's decision. Galland made the following entry in his Journal on January 17, 1710:
Monsieur Petis de la Croix, Professor and royal lecteur of Arabic Language, who did me the honor of coming to visit me this morning, was extremely surprised to see the trans lation of two of his Turkish stories printed in the eighth volume of One Thousand and One Nights which I showed him, and [he assured me] that it was done without his participation. 7 However, there was probably another person besides de la Croix involved in the translation of the Turkish Ferec. De la Croix presented his translation to the publisher, who found his French poor. The publisher thus turned to Alain-René Lesage, who had been working with Barbin for a few years then, and whose drama Le Diable boiteux (The Devil Upon Two Sticks), also published by the same bookshop, had achieved some success a few years prior. Barbin asked Lesage to rework the stories into marketable French. Lesage was a dramatist, novelist, and well-known playwright, and, in addition to his own composi tions in French, known also for his free renderings from Spa nish. 8 Although Lesage's name does not feature anywhere in the book, his involvement as a copyeditor to de la Croix's translation is generally accepted in the scholarship. Already a few years after its publication, based on stylistic similarities of Lesage's prose and that of the Jours, suspicions were uttered to that effect. 11 There seems to be no surviving redacted manuscript that would help us determine the range of Lesage's interventions.
The text
I believe it is safe to assume that François Petis de la Croix, translator, and Alain-René Lesage, who reworked the translation, collectively produced the final version of the two stories. A comparison of the French translation with the Turkish Ferec reveals quite a few editorial interventions. Since Lesage worked on the translated material without any recourse to the source text, he may have felt more at liberty to intervene freely in the French translation.
To begin with, the stories of Zeynelasnam and Hudadad-the two stories inserted at the end of the eighth volume-were not two stories in the source text. They were merged into two stories from three separate texts in the Turkish Ferec. 12 The latter parts of both stories in the source text were completely omitted in the translation. In the translated sections, many longer segments were left out, sections up to two paragraphs were interpolated, and characters and events in one part of the story were changed-either truncated or lengthened-and inserted into another part of the story. 
Dramatization
The first kind of interpolation was clearly intended to create a certain dramatic effect. The trans lator or editor added to the original in places where the original might have had a rather dull description, or a tedious transition between fascinating events. The insertion of elaborate adjectives is common throughout the translation, but in these moments in the text, the narrative itself was apparently also found wanting, and longer additions were made to increase the tension. Following, I give three examples. 14 (Tietze, Ferec, 212-13). Strangely, this woman appears only in a very short section in the French translation, when the two men are in Cairo, i.e., before they went to Baghdad. The woman's role is more or less the same. She shows Zeynelasnam a number of maidens, but none of them meets his expec tations, hence they move to Baghdad to look for a better one (Galland, Les mille et une nuit, vol. 8, 192-93) .
14 I include the original quotations from the Turkish Ferec and Antoine Galland, Les mille et une nuit, contes arabes, volume 8. For an easy comparison, I also give the English translations of both. The translation of the passages from Turkish Ferec are my own. As for Galland's book, I quote directly from the 1821 English edition of The Arabian Nights' entertainments: consisting of one thousand and one Stories, volume 2, which I judge to be a faithful translation of the French rendering. Unfortunately, the name of its translator is not indicated in the book. For the Turkish Ferec, I have quoted from a recent edition of the text by Andreas Tietze, who used the Buda pest manuscript, one of the earliest copies of the book (1451). I have drawn this manuscript into comparison with a critical edition of the same text by Kavruk et al., who did not have access to the Budapest manuscript, but used two Istanbul manuscripts. The nature of the variations in these three manuscripts make it highly unlikely that the addi tions in the French translations were rooted in some other Turkish manuscript that de la Croix used. Even if we assume that his copy was somehow acquired by the Bibliothèque Nationale, Paris, the presence of several copies of the Turkish Ferec in that library makes it impossible to easily identify his own copy; cf. the index of E. Blochet, Catalogue des manuscrits turcs, vol. 2 (Paris, 1932), 280, for Turkish Ferec manuscripts kept at the Bibliothèque Nationale. Blochet's notes do not indicate any copy that The Episode of the Boatman
In the story of Zeynelasnam, the young man's father, the King of Basra, dies and leaves all his possessions to Zeynelasnam, who spends his inheritance and later regrets it. He sees a wise old man in his dream, who reveals the location of his father's hidden treasures. However, according to a note his father left, there was one remaining statue, more valuable than all the rest of the treasures combined. In the following section, Zeynelasnam goes to Egypt to find the precious statue and there meets Mubarek, an old slave of his father, who will take him to the place where the statue is kept. They arrive together at the edge of a river:
English translation of the Turkish source text (Turkish Ferec): Mubarek said "Do not worry. The boatman will bring the endowed(?) boat of the King of the Jinnis and we will cross [to the other side].
[Mubarek] said, "O master! Do not talk to the boatman and do not fear. Otherwise, we will be harmed." Suddenly Zaynalasnam saw that a boatman was approaching on a boat made of Damascene glass.
Turkish source text (Turkish Ferec): Mubarek eyitdi: "Ol cihetden melul olma! Üş melik-i cinninün vakaf gemisini, gemicisi alur gelür, gecevüz" dedi. Andan eyitdi: "E hudavend! Gemiciye söz söyleme yürime ve hic endişe yeme ki anun ucında bize ziyan erişe!" dedi. Zeynülasnam nagah bakdı, gördi ki bir gemici bir Şami sırcadan mefrag gemiyi sürmiş gelür.
15
English translation of the French target text (Les mille et une nuit): "You will see one appear in a moment," replied Mobarec: "The enchanted boat of the king of the genii will come for us. But do not forget what I am going to say to you: you must observe a profound silence: do not speak to the boatman, though his figure seem ever so strange to you: whatsoever extraordinary circumstance you observe, say nothing, for I tell you beforehand, that if you utter the least word when we are embarked, the boat will sink down." "I shall take care to hold my peace," said the prince, "you need only to tell me what I am to do, and I will strictly observe it." While they were talking, Zeynelasnam spied a boat in the lake, and it was made of red sandal wood.
16
French target text (Les mille et une nuit): "Vous en verrez paroître un dans un moment," reprit Mobarec. "Le batteau enchanté du Roy des Genies vá venir nous prendre; mais n'oubliez pas ce que je vais vous dire. Il faut garder un profond silence. Ne parlez point au batelier. Quelque singuliere que vous paroisse sa figure, quelque chose extraordinaire que vous puissiez remarquer, ne dites rien. Car je vous avertis que si vous prononcez un seul mot quand nous serons embarquez, la barque fondra sous les eaux." "Je sçauray bien me traire," dit le Prince. "Vous n'avez qu'à me prescrire tout ce que je dois faire & je le feray fort exactement." En parlant ainsi il apperçut tout à coup sur le Lac un bateau fait de bois de Sandal rouge. Turkish source text (Turkish Ferec): Melik sana soracak olursa, "Sana ne gerek" deyecek olursa, eyit: "Heman 'atâ ki atama verdün, bana hem anı ver" de. Sorsa ki "Atana ne verürdüm?," eyit ki "Sanem-i yakut." Mubarek bu talimi etdüginden sonra azayim okımaga başladı. Ta altı saat gecdi, nagah havadan bir ulu bulut belürdi, karayıdı. 
Curious Inventions and Interventions
There are various other insertions or exclusions in the trans lations. At a few places in the French translation, an extra paragraph is inserted, summarizing the foregoing events, as if the French reader would struggle over the various names and peculiar happenings. This can be considered as an editorial decision to make the original text more intelligible to the intended audience.
The Excursus on Dreams
In the original text, when Zeynalasnam tells his mother about his dream of the wise old man and expresses his desire to go in search of the precious statue in Egypt, she encourages him. In the translation, however, she "only laughs at it." 24 This is followed by a philosophical excursus on dreams, which again, is present only in the translation:
"My son," said she to him, "would you now go into Egypt on the faith of that fine dream?" "Why not, madam?" answered Zeyn: "Do you imagine all dreams are chimerical? No, no, some 22 Galland, The Arabian Nights, vol. 2, 449. 23 Galland, Les mille et une nuit, vol. 8, 221-22. 24 Ibid., 159.
of them are mysterious. My preceptors have told me a thousand stories, which will not permit to doubt of it. Besides, though I were not otherwise convinced, I could not forbear giving some credit to my dreams. The old man that appeared to me had something supernatural: he was not one of those men whom nothing but age makes venerable; there appeared a divine air about his person. In short, he was such a one as our great prophet is represented [. . .]"
25
The translators also constantly altered or invented objects and numbers. Hudadad, for example, instead of receiving 100 pomegranate seeds in his dream as in the original, is given 50, each of which correspond to a brother. 26 The King of Jinni gives Zeynalasnam a looking-glass to help him recognize the suitable girl he seeks. This mirror is not present in the original text. 27 Similarly, a golden key is said to open the treasures Zeyn seeks; this key is also an invention of the translators.
28

Speaking the Unspeakable
Other, more provocative additions to the text might logically be explained by a glance at the political climate in France of early 1700s. Louis XIV, the Sun King, assumed power in 1643; by 1709, when the eighth volume of the Arabian Nights was published, he had ruled for 66 years. The epitome of an absolutist monarch, Louis would continue to be the King of France until 1715. Particularly after Jean Baptiste Colbert's death in 1683, the reign of Louis became less glorious than it had been in years past. The great ministers were no more, and Louis began enjoying unfettered per sonal rule. France was constantly engaged in wars that plunged the country into debt. The populace felt the economic effects of the increased expenditures caused by these wars; taxation was becoming unbearable, and people were conscripted for forced labor. The cruel extortions of the tax farmer concurrent with the king's extravagant expenditure on buildings-like the many additions made to Versailles-and other pleasures became a source of popu- 25 30 Louis' oppression of his subjects became increasingly harsh after 1704, following a series of lost wars.
Against the backdrop of such a restrictive political climate, some of the textual interventions to the Turkish Ferec stories indicate that either the translator or his editor were smuggling political statements into a popular Oriental story for wide distribution (these stories can be considered a major media event of the day). These additions are inserted in the beginning of the story in which Zeynel asnam is debauched with drinking and extravagant spending -habits that many contemporary French readers might easily have connected with the throne.
The Debauchery of Zeynelasnam
The following is taken from the beginning of the Zeynelasnam story. The reader learns that the King of Basra possessed great wealth, but had no children. After engaging holy persons to pray for a son for himself, the queen gives birth to a child. The king falls sick and soon dies. 
English translation of the French target text (Les mille et une nuit):
As soon as the king was dead, prince Zeyn went into mourning, which he wore seven days, and on the eighth he ascended the throne, taking his father's seal off the treasury, and putting on his own, beginning thus to taste the sweets of ruling, the pleasure of seeing all his courtiers bow down before him, and make it their whole study to show their zeal and obedience. In a word, sovereign power was too agreeable to him. He only regarded what his subjects owed to him, without considering what was his duty towards them, and consequently took little care to govern them well. He wallowed in all sorts of de bauchery among the voluptuous youth, on whom he conferred the prime employments in the kingdom. The queen, his mother, was still living, a discreet wise princess. She had several times unsuccessfully tried to check her son's prodigality and debauchery, giving him to understand, that, if he did not soon take another course, he would not only squander his wealth, but would also alienate the minds of his people, and occasion some revolution, which perhaps might cost him his crown and his life. What she 31 Tietze, Ferec, 202; Kavruk et al., El-Ferec, 155.
had foretold was very near falling out: the people began to murmur against the government, and their mur murs had certainly been followed by a general revolt, had not the queen had the address to prevent it. But that princess being acquainted with the ill posture of affairs, informed the king, who at last suffered himself to be prevailed upon. He committed the govern ment to discreet aged men, who knew how to keep people within the bounds of duty. Zeyn, seeing all his wealth consumed, repented that he had made no better use of it. Be easy, all that I recommend to you is to be virtuous, renounce the delights of dancing, music, and high-coloured wine, shun all these plea sures; they have already almost ruined you; apply yourself to make your subjects happy; by securing their happiness, you will establish your own." Prince Zeyn swore he would for the future follow his mother's advice, and be directed by the wise viziers she had made choice of to assist him in supporting the weight of the government.
35
French target text (Les mille et une nuit): "Cessez de vous affliger, mon Fils," lui dit elle: "si Dieu vous destine des richesses, vous les acquer- 33 
The discussion
No doubt, de la Croix and Lesage were operating within the French tradition that came to be known as "les belles infidèles." The golden age of this tradition extended from the early part of the seventeenth century well into the eighteenth, and produced free dynamic translations of the Greek and Latin classics, among others, with a primary aim of producing texts that were pleasant to read in the target language. These translations were carried out, in extreme cases, with such license that they have been considered travesties of their originals. The conventions during the epoch of "les belles infidèles" generally allowed free editorial additions and omissions of any material that was deemed unsuitable for the French audience. Texts by Cicero or Tacitus, for example, were often censored, their factual errors "corrected" with the aim of "improving" the source and adapting the ancient customs to contemporary modes of propriety.
44
Scholars have described the degree of such translative interventions with various terms, including rewriting, adaptation, appropriation, domestication, and imitation. 45 Whether the translations under investigation here differed in any way from comparable works of the period has yet to be established through a thorough comparison. Fairy tales with no named author may have been regarded as even more fair game for alterations after a translator's fancy. It is also worth exploring whether the nature of the Arabian Nights, i.e., a frame story into which two stories from the Turkish Ferec were incorporated, allowed the translators an extra measure of freedom to intervene. Adaptation is considered a form of translation characteristic of theatrical works, namely, dramas. In these cases, the "performability" of the text in translation as a part of the integrated whole of a drama on stage must be taken into consideration by the translator. religious texts, for instance, which have been staged in Iran as part of the taziya mourning performance. 47 A similar tradition allowed itinerant story-tellers (hakawatî in Syria or Palestine, or qissa-h v ân in Iran) to recite texts with dramatic effects: modulating the tone or pace of the recitation, or even adding a melodic element. Since the text of the Arabian Nights was collected from orally-transmitted stories, the texts naturally present themselves on such a language and plot register. 48 We are aware at least that Galland attended gatherings in Istanbul during which similar tales were read in public, and that he thus must have observed the dramatic qualities inherent in the tales. 49 It is not outside the realm of possibility that the nature of the text may have led its translators to more freely intervene.
In addition, we should not disregard the possibility that de la Croix had difficulty understanding some expressions in the Turkish text, and had to use his imagination. Turkish Ferec has quite a few archaisms, even for the early eighteenth century. Furthermore, some idioms do not readily make sense, possibly due to the fact that some expressions were translated from Persian literally. Nor should we ignore, finally, the role of government censorship in translations in early eighteenth-century France. The royal censors scoured all sorts of works in search of immorality, and manuscripts had to be approved by the office of the Chancellor before they were printed. The "approbations" were then usually printed in the books declaring that the contents were "agreeable to the public." 50 Of course, just like de la Croix, the fidelity of Galland's own translation of the Arabian Nights to its source text has been a matter of debate. Galland is known to have eliminated or changed rude expressions and overdramatized descriptions of Oriental ambiance. Galland's translation of Arabian Nights is generally considered merely an adaptation of the Arabic source text, an embellished version conforming to the taste of the French reader and incorporating the spurious addition of miscellaneous stories from disparate origins. 51 Interestingly, though, Galland harshly criticized de la Croix's translations. 52 On the day that he obtained a copy of his colleague's translated work, he recorded his initial impressions in his Journal, noting the translator's general lack of knowledge about the Levant. Just from reading a bit of the translation, Galland was probably not aware of the fact that de la Croix had merged various stories together at will.
We can safely assume, however, that Galland knew that the edi tion of Les mille et un jours was a translation from Turkish, even though the book was presented as a Persian collection by de la Croix. In the journal entry about the eighth volume of Arabian Nights quoted previously, Galland referred to the two stories translated by de la Croix as "Turkish stories" (contes turc). 53 In fact, an entry in his Journal dated June 16, 1710, penned after examining the first volume of the Jours, demonstrates that Galland initially misjudged the source text as being from a collection known as the Forty Viziers (Qırq Vezir) in Turkish. It seems clear that Galland was aware of the false promotion surrounding the book. 54 And as Galland did not make any critique of de la Croix's translation techniques per se (and provided that his criticisms were not merely made out of professional jealousy), his remarks give us some indication of the perceived boundaries of free translations and adaptations in early eighteenth-century France.
Although both translators, Galland and de la Croix, were academics at the College de France, they 51 See Muhsin Mahdi's evaluation of Galland chose not to execute their translations with "scientific accuracy"-a strategy that later became the main criterion of a good translation in the Orientalist paradigm. 55 That said, the "belles infidèles" approach was not the only one available to a translator in France in the seventeenth and eighteenth centuries. There were some who disapproved of this method, urged the translator to show humility towards the source text, and accordingly carried out literal translations.
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Richard Jacquemond has aptly argued that scholarly, pedantically literal translations with abundant exegetical and critical apparatus (footnotes, glossary, commentary) reinforced the image of the Orient as a stagnant, mysterious, strange, esoteric place, a culture penetrable only with the help of Orientalist experts.
57
This method of alienation is certainly perceptible if the source text in question was contemporary or nearcontemporary. Otherwise, an aura of foreignness and stagnation inevitably clung to translations of all classical texts which were carried out with scientific accuracy during and after the "philological turn" in the nineteenth century.
A footnote by de la Croix in his Histoire de la sultane de Perse et des visirs may serve as an example. The translator inserted a footnote to the story at an instance in which a doctor (i.e., Chéc Chahabeddin) behaves haughtily to the sultan. The note to this incident explains that "the contemplative cabalistic doctors in the Orient are so proud of themselves that they expect to be respected by the kings," and that "they indeed are respected." 58 Compounding the alienating and Orientalizing effect of the prefaces to the books, examples of such notes within the texts abound.
The Arabian Nights was the first major encounter of the French reading public with Arabic literary culture and it has arguably remained the most influential one to date in terms of being a source for French representations of the Arab world. The Arabian Nights were translated at a favorable moment. saw the flowering of the fantastic and fairy tale genre; an explosion of publications occurred between 1697 and 1700, during which time more than seventy tales were published. This first wave of the vogue continued until the 1710s. 59 It is therefore within this literary craze that we should situate the "discovery" of the Arabian Nights. Galland of course knew the genre of Oriental stories well as a consequence of his stay in Istanbul, as early as the 1670s. His writings describe his astonishment at the great quantity and length of "Turkish" tales like the Forty Viziers, or the Alexander romances. 60 He furthermore wrote in his Journal for January 9, 1673, that he had been offered a compilation with the title Ferec baʿde Şidde and that it contained 42 stories; he noted in the following weeks that he read two stories from this collection (this must be the same as the collection I refer to as the Turkish Ferec). 61 Significantly, one or more books of a nine-volume set of a Turkish translation of the Arabian Nights kept today at the Bibliothèque Nationale seem to have been in Galland's possession (purchased in Istanbul?). 62 There is no doubt that Galland was well aware of the genre and the multitude of tales within it.
It is thus reasonable to argue that the translation of the Arabian Nights was indeed a "rediscovery" for Galland himself. Surely the burgeoning genre of fairyland fictions at the turn of the century encouraged him to return to these tales. The first indication we have of Galland's interest in translating them dates to the mid-to late-1690s, when he first rendered a version of Kelile ve Dimne from Turkish into French as Les fables indiennes, politiques et morales, de Bidpaï, bramine ou philosophe indien, 63 and a few years later, when he translated the story of "Sindbad the Sailor." His breakthrough no doubt came in the early years of the 1700s when he set out to translate the Arabian Nights stories from an Arabic manuscript he acquired. If Galland indeed knew (and assuming he had not forgotten) about the nine-volume Turkish set, it remains to be discovered why he did not attempt to carry out any translation from that collection-which, with some 2,400 pages and close to 800 nights, would have satisfied any publisher-in the first place. 64 Galland and de la Croix's adaptation strategies must be viewed first and foremost within the general trends of translations into French, but also in relation to the style and idiom of the fairy tales and fairyland fictions of the time. By all accounts, it was probably not only the supernatural or magical elements that made the Arabian Nights so successful. However astonishing and wondrous the fairy tales and fairyland fictions published prior Arabian Nights may have been, they all presented cultural reference points familiar to their readership. Virtuous or pagan knights, fairies, giants, and ogres were familiar characters in the European chivalric romance traditions. The Arabian Nights arrived with an extra patina of exoticism that made them attractive. The cultural milieu of the stories was so alien and foreignly mystical that one would think it needed no further mystification in the translation. In many ways, the Arabian Nights stories resembled the French fairy tales as much as they differed from them. There is no doubt, however, that the interventions by the translator quoted above added opacity to the text. The discourse that Zeynalasnam's mother delivers on the nature of dreams (see above, pp. 216-17), which is present only in the French translation, is just one testament to this.
It is unnecessary, then, to consider whether a scientifically accurate translation of the Arabian Nights or Les mille et un jours was ever considered by the translators, or if the publisher of that time would have wanted such a thing. Galland himself clearly distinguished between his more serious studies and his work on the Arabian Nights, and said often that the latter was done as relaxation, amusement, and entertainment. rewriting parts of the stories, Galland created a text that actually transcended its literary standing in the source cultural system, and produced a durable and influential piece of literature. The success and fame that the Arabian Nights achieved paved the way for other Oriental stories to be funneled into the market, Les mille et un jours being one of them-although the latter never reached Arabian Nights' level of success. Apart from these two stories, de la Croix's Les mille et un jours in its entirety is a very free adaptation of the Turkish source text. The sequence of days in the book jumps from 203 to 960. According to an explanation at the beginning of the fifth volume, the intervening days were filled either with false miracles of the Prophet, or with events so licentious that they were unsuitable for French readers. Of course, there was no such sequence of days in the Turkish source text. The translator was fabricating after the format of the Arabian Nights.
The fact that such an explanation could be included in the edition is an indication of the accepted range of freedom in the translation. Many later editions of the book either omitted the fictive story of the translator obtaining the copy from a dervish in Isfahan, and/or expanded the title to indicate that the stories were translated not only from Persian, but from Turkish and Arabic as well. 66 The stories of Zeynelasnam and Hudadad remained in all French translations of the Arabian Nights, as well as those editions in other languages that were translated from French. Unsurprisingly, Muhsin Mahdi's reconstruction of the text of the Arabian Nights based on a fourteenth-century manuscript does not contain these two stories from the Turkish Ferec.
67
If the strategies employed in the translation of the Les mille et un jours included various degrees of deviation from literality, the deliberate interventions of the translator involved more than just literary motives. It is clear that either de la Croix himself, or more probably, Lesage, the editor of his text, made not only minor "editorial changes" in the trans lation, but also took the opportunity to convey covert political messages which would, expressed otherwise, have had dire consequences in the contemporary political climate. Lesage is otherwise known to have utilized fierce social criticism in his works-for instance in Turcaret (published 1709), in which he remorselessly attacked the traitants or farmers of the taxes, and characterized Turcaret, the protagonist, as a greedy tax contractor who gets arrested for financial malfeasance. 68 He may well have been the one who inserted the political messages. Whether or not the publisher Barbin was aware of the nature of the interventions cannot be established. For all we know, the bookshop avoided printing books on controversial subjects such as religion or the customs and manners of the French court. 69 Whoever of these parties was instrumental in inserting the passages felt that this Oriental story collection was an ideal place to convey anti-monarchical views to the public. This is not to say that the al-Faraj or the Arabian Nights stories had never before been vehicles for political moralizing, 70 but that the two stories un- der investigation here were altered from their original meanings, indicating an intentional distortion.
Returning to the Arabian Nights, I am not aware of any interventions of a political nature in Galland's translation. Sylvette Larzul, who compared Galland's translations with the Arabic source text preserved in the Bibliothèque Nationale, details various intervention strategies by the translator, but she has not detected any interpolations that may be considered to contain socio-political remarks. 71 A comparison of the respective strategies of these two French scholar-translators may result in further insight into the broader culture of translation of Oriental story collections into European languages. The political interpolations provide a tantalizing example of the kind of evidence that might be found in comparisons of translations and their sources, particularly during the heyday of fairy tales in late seventeenth-and early eighteenthcentury France.
